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THE SEVEN NOTES AND THREE CLIFFS OF MUSIC 
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A HO' one could sing in perfection, and play well on an 
instrument, without knowing how to distinguish one written 
note from another, yet we must begin with A B C, if we wish to 
know any thing of the inusicil science. The notes are, in 
Letters. 

A.VB.fc. D.VE.F..G 



» > 






and in musical Syllables*, 



t « 



j . 



L* • . Si . XJt ; . Re * ■' 'i Mi 1 ; Pa. v Sol 



After the vowel i the fpace Si ut and mi fa is a half or Semi- 
tone; the two dots between -Lfa Si, $fc\ re, re mi, and fa fol, indi- 
cate a fpace of a full tone between all other notes. 

y/.'t\ ; ; aw ' : ;'!!«' ■' ■•;•.•> 



# The musical syllables ut re mi fa sol la si, are taken from the latin hymn of 

Ut queant laxis KEsonarc hbns 
Mira gestorum FAmuli tuorum ; 
Solvc polluti LAbii rea&um. 
Sancte Joannes. 
&c, 8cc. 
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The notes go in afcending from the left to the right ; and they 



defcending firom^the right to the 

II. 



* * * 
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:i '*iu\ • .}! 



L .' ,.>= -A 



ating A la above G for. or G fol below A la t 

manner, 

A . . B . C . . D ■ i . E . F • • G . • A 
La.. Si.Ut . . Re,. Mi-Fa.. Sol.. La .-.,;, i \ 



i . * > 



or 



^! V 



P I 4 ' ' # » 






a 



G . . A . . B . C .i D . . E . F . . G 
Sol . . La.. Si. Ut..Rfi,..M*.fe 1 . ; . > S©l 






■:1 



You will have the musical Octave, and find feven intervals 



> Seinitories 



r • 



f * 



» L » » * 4^b b^ Bf^ -^ 



' < ' \ ' > % * ' " 5 * m . " : / // '- , ( ,i „ ' J 



ni 



i - , ■ ■ j ■ . : . • < - * m ■ j 

times in their natural order, with 



U j \ ) ■ J.U: 



ML i 



^o notes below it, in the following manner, 

F»./sol..La..S«.Ut..Re i .Mi.Fa..Sol..I^..S!.U V .!U..Mi.F...So1..La..Si.Ut..Re..Mi.Fa..Sol 

vou wili have the 23 best notes of ail voices/ from theldwest f a 
of a Man, to the highest Sol of a Woman. , . 



< *t ** * * * ii . 



1 . - 1 1 . o 



< * 1 



To the natural extent of all voices, add feven notes a^jthe 



wanneffi 



f r 



T 

' > ; i ' 



F'GA 




vou will have the 36 notes of the five octaved organ, harp, 



forte, to which extent already 



1 ! 



tis of old 



fortes have four notes more above, and three notes morefceW, 
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To the octave of &*&&&! twice ; the natural notes 3 in theifol ( « 
lowing manner, * 

and you will have the 17 natural notes of the violin, with th$ 
5 best shifting notes. 



• ( * * * - 



• • • »« i« - V x « * *■ * • * * l - 

f . 'J 



The violoncello and alto viola or Terior Have each as many 
notes as the violin, but they are Ibwer and begin with C. 



* w 
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The wind instruments have hot sb man/ notes, both the num- 
ber and quality depend more on the abilities , of the player than 
on the instrument. The flute and hautbois f begin with C; the 
clarinet with F, and the frenchhorn with E, but has additional 
pieces, which put the lowest note of the instrument at any letter. 



VI II . 



The number of good notes is yet smaller in a voice than iki 
any instrument: but neither the highest iior the lowest can be 

ascertained at the beginning, we mu$t proceed from a middle 
note, go up and down; first one, two, three, and four notes; 
then five, six, add more : sdori we will find the limits of our 



**' * > r \ . . 



\* 



Voice* 

The best middle note is f Sol for/ the ladies; Re for a low 
voice of a man; La for a Jiigh vpice of a man; and Ut for the 
voicp of a youth.. - 

Forthe intonation of the notes, listen to the voice of a mas* 

ter, Qr to the sound of an, orchestre instrument; even a tuning 
fork will guide you. 
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The musical notes are written upon 'five horizontal lines, 



above, below, arid in their four spaces. 



•*' »v ; %'*>*'***. iRij r o ,*j'-v / 



■>••-;• ( . -. •'. 



The under line is called the first, the upper lirib is the fifth, 



arid the third line is the middle ohe. 



1 i ' i > - I • , 1 



I ,' 



*^ 



The tinder space is the first, and the upper space is the 



) . ii .,>!!• , / LU'.y J 



fourth, there is no middle space. ' 

For the musical signs of the cliffs, which give the name to the 
lines and to the spaces,; see the book of Examples; yourwill find 
a similarity betwixt the musical staff and the hand: the: cliff, 
like a ring, iis upon either of the four lines; the upper line, 
like the thumb, bears no mark. 



• * * 



x. 



t I 



The G Sol cliff upon the second line names the eleven best 
notes of the highest voice of a woman. The F Fa cliff upon 
the fourth line names the eleven best notes of the lowest voice 

of a man. And the C Ut cliff upon the third line names the 
eleven best notes of the voice of a youth, called Alto, or high 
Counter.. 

Between the Bass and Alto there are two voices, the Baritono, 
or high Bass, and , Tenor: the Soprano and Mezzo Soprano 
are!, below the principal and above the Alto. The musical staff 
with F Fa and C Ut cliffs, changing lines, contains also the eleven 



best notes of these four voices; F Fa cliff upon the third line* 



for the Baritono; C Ut cliff upon the fourth line, for the Tenor: 
C Ut cliff upon the first line; for the Soprano, called also Canto ; 
and C Ut cliff upon the second line, for the Mezzo Soprano. 
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See the book of Examples i/jpu will find them all ranged in 



their natural ordeiy from the highest to the lowest; you, will 
perceive that each voice js a third, i.€. two notes higher or 
lower than $he next: that the Tenor is a fifth, *. *. four notes 
higher than the Bass; that th,e Alto, oj high Counjteiy is a.$e- 
venth, > *, .six notes higher than the Bass, and as many notes 
lower than the principal Treble. 



, / r * * f * 

f \ ■ « i . 



: : ' . >.: :r .**j ,. . . r jlXIv"; . > ■ \ : 

The naturar extent of the musical staff is no. more sufficient 
to write the notes of our voicfesy we have so much/ gained in 
numbers, that an additional line f is waiited, both above and fce* 
low, for every cliff. 

XII. 

For the cliffs and extent of the inftruments, see the book of 

examples. ist. You will find a similarity between the vio- 






lin, alto viola, violoncello, and the three firft and principal 
voices: the same cliff. G Sol upon the second J ine. for , the vio- 



lin and the highest Treble voice; the same cliff, F Fa upon the 



fourth line, for the violoncello and lowest Bass voice; the same 

clif£ C ut upon the third line, both for the alto viola and high 

Counter voice. 2nd. You may see, that the musical staff has 
additional lines; below, one does for the alto viola,. but two 
are wanted for the violin and violoncello; and another staff is 



necessary, above the 



instruments. 



the 



cliffs joined together. 



r» 



contain 



though four additional lines arc Wanted below this natural mea 
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sure, and three additional alines above itj to, name the lowest 
and highest notes of our five bctaved organ, harp, harpsichord, 
and piano forte. 4th. You may also see, that *he cliff notes fall 
always in the middle of the row of the harpsichord keysi CUt, 
upon the middle C ; G Sol, a fifth, or four notes higher ; and 
F Fa, a fifth lower, 



, 4 
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&ttoim Chapter. 
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A SHORT- AND EASY - METHOD 






1 _ 



TO LEARN THE SOLFA UPON ANY CLrFF 



* > 



I 1 / / A 
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1. 



I I * * 



I 




I. 

paying attention to the various forms of 

7 - T X ' 

notes,let us have only round O's for the lines, and black dots 
for the spaces, like m^ the former chapter; and let us write 

them upon an empty musical staff, in the following manner : 
1st. The note of the cliff} arid theh from the cliff up and above 
the lines; and. From the cliff down and below the lines. 3d; 

The first and fifth line. •' 4th. The h6te below and above the 
lines. 5th. The note of the middle liiie.'^/The'first arid fourth 



spaces. 7th.: The 1 llhree middle lines. ' JBthL : The two middle 
spaces. 9th. All the five HriesV And, 16th. All the four spaces. 



f 1*1 , 

* r ' » .it .' *l<, , i/rf*','*^, 1 



II. 



f - I 



;r;;s: rr ' ; A AW /> jo '<'>]*,, a j v 



Now let us read our notes in the/ following manner: the 



violin or Treble cliff for example, t 



'',)'• ■ ' ' ' 



& 



IO TREATISE:) OIT (M l/SIC. 



-■ f 



i . Secon d line, gSoIj notelof <the cliff; 



i J 



2. Sol, lav «J> ut,,:re;mi* fa, and Sol weight notes from the 



cliff up to. the space above the. lines. 






3. So), fa, mi,' and re; four notes from the cliff down to the 



• ■ 4 ' 






space below the lines* 

4. Mi, and Fa ; first and fifth line. 

5. Re, and Sol; the note below and above the lines. 

6. Si ; x the note of the middle line. 

7. Fa, and Mi; first and fourth space, 

8. Sol, si, Re; the three middle lines. 

9. La, ut; the notes of the two middle spaces. 

10. Mi, Sol, Si, Re, Fa; the notes of the five lines, 

1 1. Fa, la, ut, mi, the notes of the four spaces. 

III. 
Let us begin again, and write a second, a third, a fourth, a 
fifth, a sixth, a seventh, and an octave, up and down from the 
cliff note. The alto 

must say, 



cliff. 



t ( 



space 



one note or a second up and down. 

2nd from the middle to the next line, qt mi: and ut la: two 









. j J . '< j . •<. 



notes or a third j up and down. - 

3d. from the middle line to the fourth ,andt first spaces, ut fa, 
and ut sol; three notes or a fourth up and down. 

4th. from the middle lin<£ to the fifth and first, ut sol, and ut 
fa ; four notes or a fifth up and down. 

5th. from the middle line to the note above and below the 
staff, ut la, and ut mi; five notes or a sixth up and down. 
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* 

6th. from the middle line to the additional line above and 
below, ut si, and ut re; six notes or a seventh up and down. 

* 

7th. from the middle line to the space above and below the 
additional line, ut ut, and ut ut; : seven notes or an octave up 
and down. . •;: . 

Repeating these exercises two or three times on any cliff, soon 
we shall solfa all its music. 



>/ 






Cfrtrfc Chapter. 



THE FORM, VALUE, AND MOVEMENT 

OF THE MUSICAL NOTES AND SILENCES 



t , • > 



I. 

OPEN the book of Examples, page $; you will see the 
various forms of the musical notes and silences, with their value 
in cyphers. 

The square note is called^ n br;eye ; jthe round note, a semi- 
breve ; the white note, a minim; the black note, a crotchet; 
the hooked note, a quaver: the names of the double, triple, 
quadruple, and quintuple hooked notes are, semiquaver, dou- 
ble, triple, and quadruple semiquavers. 

The signs marked upon the understaff denote the respective 
silences or rests for every note; and the cyphers written in the 
space betwixt the two staves indicate the value of both the 
notes and their silences. 
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II. 
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In this table of musical forms you will also see, that each 
note is the double oF the following, and the half of the preced- 



p 






ing; and that each silence is alV6 the double of the following, 
and the half of the preceding : but the positive duration of the 
notes, i. e. the quickness or slowness of : -their movement, has 

* 

another origin- 

In former times, the duration of a square note was indicated 

- *n^" ^ w "" jJ^ ■ » _ 

by one going and coming back of a pendulum ; making out 
two seconds or two pulsations: the rounds, or semibreves, 

were then reckoned by seconds or pulses : two minims or four 

crotchets were counted in a second or one pulse; the hooked 



* r 



note, or quaver, was their quickest note, arid eight of them were 

reckoned in a second or one pulse. 

To-day the movement of the notes is indicated by the Italian 

words, 

Largo, Adfrgiq, Andante, Allegro, and Presto; 






J I m * \ 4 * * | 1 w 



which signify, / s*n:v.&u hjt 

Slow, Gravely, Moderate, Lively, and Quick. 

f T r r • 

These fiv^e degrees u df 'movement are subdivided! in many 
gradations : the following' ih6veitiehts : go from the lowest to 

ttib quickest: 

Grave, Largo, Lfeiito, Adagioy Larglifeitto^ Cantabile, Siciliana, 

Andantino, Andante, Allegretto, Allegro, Allabreve, Presto, 






and Prestissimo. 



i * ( 



1 These movements are yet modified by the words, 

t # 

Aisal, Pin, Poco, Molto, Non Troppo, Moderato, Vivace, &c. 



4 
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JTourf^ Chapter, 
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THE MUSICAL TIME 



ft # 



I. 

HP ; - ' ' 

JL HE notes of every musical air are divided into equal 

< 1 > . ' 

bars; and in every bar must be found the same quantity of 

4 4 

minims, crotchets, quavers, or semiquavers ; but their respective 

silences may fill up the bar; and this is very necessary in music 

for the voice and wind instruments, which are often in want of 

rests. 

II. 

For the musical signs and divisions of Time, see the book of 

Examples. In the first table, the first sign of every division is 
undetermined for the quality of notes, though they are com- 
monly found, C, with four crotchets in a bar; 2 or (£, with two 

+ 

minims in a bar; and 3, with three crotchets in a bar; never- 
theless, they mean also, C, four minims in a bar; 2 or <$, two 
crotchets in a bar; and 3, three minims or three quavers in 

1 

a bar. 

The other signs are all positive; the upper figure indicates 
the quantity of notes for each bar, and the under figure indi- 
cates their quality: example, % which sign means twelve qua- 
vers for each bar. 

The signs f f J, and f, are also undetermined for the number 
of times each bar is subdivided ; the six notes may be counted 



by three or by two; in the first case they are called trills, go 
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quicker and make only two times in a bar ; while counted by 
two, they make three times in a bar. 

III. 

In the second table of the division of time, the signs of the 

triple time are plain and easy; 4 signifies three minims in a bar; 
|, three crotchets; and i, three quavers: but the reader must 
come back to the first table, to know how to count, or to beat 
time ,for the common and compound signs. 




JFtftf) e&ajrter, 

SIGNS FOR ALTERING AN!) EMBELLISHING A NOTE. 

( See the Book of Examples. , J 



I. 

JBeSIDES the natural and diatonic half or semitone ob- 
served in the first chapter, there is the sharp or flat semitone, 
called chromatic; # or b is its sign; the former makes the note 

sharp, i. e* a semitone higher; and the latter makes it flat, i. e* 
a semitone lower. This chromatic semitone is the space from 
a note to its sharp, or from a note to its flat; while the diatonic 
semitone is the interval which separates two different notes. 

II. 

1 

The signs + and bb are also called sharp and flat, and have 
the same signification as the former signs, but are only used 
when a note already sharp or flat is to be raised or lowered a 
semitone more, in order to be double sharp or double flat. 
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III. 

cj, is the sign of a Countermark, taking off the preceeding 
flat or sharp ; and when it succeeds a double Sharp or a double 

flat, it takes only one off. 

IV. 
The Bow over three and six notes shortens their duration, and 
over two, it ties down the second, and takes away its articula- 



tion. 



The dot after a note lengthens its duration so much as to be 
kept half its value longer. 

All other signs are ornamental steps, bindings, vibrations, 

and shakes ; which are better explained by the voice or fingers 
of a master, than by an article of a book. 



•*•••?#«•••••< 
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THE GAMUT AND HARMONICKS FOR ALL KEYS 

SEE THE BOOK OF EXAMPLES. 



I. 

FROM any note to its octave, the eight ascending and de- 
scending notes form a Gamut; the first or eight is the key note; 
and the ascending third and fifth are the harmonicks. 

II. 

Let us Solfa the gamut and harmonicks up and down before 

an organ, harpsichord, or pianoforte : the ear will be pleated with 



1$ 
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the natural notes in C Vt and A La, and we may fee and feel our 
ptrp sotts.pf, keys with ^eir differences £ Q Vt, ;mOre lively and 
major ; and A, La, more melancholic and minor. . 

III. •••• , ,'■,-■■ 

m 

In the book of Examples ypu will find the gamut and 
harmonicks in . all keys ; you may ^lfOj percei vp that thsluiftiber 
of sharps or flats characterises the higher pr lower keys, j -Ehe 
following line contains them both, in their natural order : 



r > 



( 



* +* + 



i * J 



B : ••!&'• A' D ; G'-'G-'-'-T 



f ' ' ' 

1 » is. 



m * 



Si Mi La Re Sol Ut Fa 






Read it from the left to t,he right, and you wUl hayie. ^e seven 
flat notes. Read it again from the right to theleft, and you will 
have the seven sharp notes. 



r 
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ON THE VARIOUS MUSICAL CHARACTERS, 
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JL HE character of a musical piece is indicated by the follow- 
ing titles, 

Overture, Concerto, Simfonfa, Sonata, Sonatina, Capricio, 
Fantasia, Battle, Victbry, Fuga^ Rondo, Chacconci Chasse, 
Marche, Meriuet, Contredance, Allemanda, Polonese, Pastorale, 



p _?* * y 



Giga, Musette, Contata, Aria, Can zoitet, Song, Glee, Catch, 
Canon, &c. 

: The following are words of expression, whith give an Italian 
sir to all characters : 
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Maestoso 



Sherzando; 



SostenUto, &c f [ . ■_ ., „-.■■• " ;: ■.-.■'<. •'.:'-; '..< , ■ ■'■• : 

The expression of a passage, a phrase, or a single no Je, is 
indicated by the words : 



« . .- - • ■■ 



Mezzo, forte* Crecendp, £alendq 9 Sforaato 



Sciolto, legato, 



mancando 



i i / 



' t 



Morendo 



* J * 



) J 
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u . 



again 



than the 



; j\f ; m t C m tj ij, . , 



p * 



* & ' + 



t j 



i 



i 
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ON THE EXTENT OF AN; AIR,^, ft TUNE. 




I. 



-f*-« 1* #* fr* V ^ 






JBeFORE we attempt to sing a song, we should first count 
the notes above and below' the key note of an air; hum the 



our 



but always rule the intonation;, of our, no,tes to the sound of an 



'S!i 



If the composition is above or below the compass of our 
voice, we must go in a lower or higher key ; in the examples of 
6th Chapiter *tt ,J WHl find the gamut and! harmonicks i of the pro- 
per Ik'e'y; ''we Wilr'also 1 see' the cliffs, in' the border which makes- 
cveVy'onfe a : riofce br & > sl-eomfl : higher tHd 
every ; dne' 'a'rio'tte'b'r ; '& deiJorid lower thari its 



a }•;.,! :: ; .. 



J ' f 



♦ - / 



..j I 



C 



.-<C I > 



'J 



U, 



following;. We> n 

ill I'jjll"' >: .'■; u ,- 



i 



•i 



i8 tlCtktiSk t>» *»8#R;. 



X€t,fdT tmmpk, that thfe *©pf*no dilF riiafe*3 i&e gamut and 
haftadnicl« tSM> notes©* =4 tod tower than the treble cliff; that 
the treble cliff makes them a note or a second lower than the 
alto Cliff. Set. 

Do not suppose that by these changes of cliffs We will sing'thfe 
notes always m their pV&pet ptac« ; the ladies sing the ifc'dfthe 
Ctfff att dctaVe higher thaft the gentlemen, and the latter «mg the 
«W of the cliff an octave lower than the rbrihfer : the Ik o»f the 

dnfis rite highest 0t of the bass and tenor voices, and the lowest 

Ut of the ladies ; it fe tihfe ftittldte Vi of tftfe alto Or high counter. 

II. 

The student of an instrument would also do well to measure 
first the extent of a tun£ With hts atbilittes ; runing up and down 
his instrument with tfhe gamut M\d tterttoOfticks as far as the 
Lesson goes : this would always fee the most useful preludium. 



NINTH AND LAST CHAPTER OF THE FIRST PART. 

APPLlCiitrON OF THtfSE RUDIMENTS 

TO Ttffe EXAMPLE. 




I. 



JLHE student thus principled may go to any example of 
either vocbl or instrumental music. Let us begin with harpsi- 
tihord lessons, this instrument is fundamental to all others : but 
before we open the book, let us look at the row of the harpsichord 



keys, and recollect the notes of the first chapter ; we will find D 
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Re between the two short keys ; F Fa, at the left of the &f$e 

short keys ; and B Si, at the right of the three short kf P« R&- 
colleding also the notes of the fifth chapter, we will find that 

the three short keys must be in ascending sharp F sharp Q and 

sharp A ; and in descending, flat B flat A and flat G ; that the 
two short keys ravsfc be sharp C and sharp P in sending, w$ 
flat E>nd flat D, in descending. 

Now let our fingers be acquainted with these short k#ys, we 
will find that the fore end middle fingers will dp for the two 
short keys ; and that the fore, middle, andring fingers will also dp 

best for the three ihort keys. Then let us run over the whole 
extent ; first we must ascend with the right hand, play and say 
five times, sharp F sharp G sharp A— sharp C sharp D. After- 
wards descend with the left hand, play and say five Tiroes, 

flat E flat D— flat B flat A flatG, 

II. 
Let us begin again, but let us add a lpng key, both after the 
three short keys, and after the two short one*. In ascending, we 

will have five times, 

sharp F sharp G sharp A B, sharp C sharp D E ; 

i. e. all the seven diatonic notes of the gamut in 3 major *wd 

sharp G minor ; Examples of Chapter 6. In descending we 



times 



flat 
seven 



•it 



major and 



the 



does best 



and 




^rftfcATI&E OtiMVstC. 



Wi fifth Jtpthk litttefihgerWll d6 better foVthfeiatfe^^ttd the ring 



Let us bef£ri Ja'tliiM : 'ti«iC, and add the' lcjhg k£ys which arfe 
between the shdrfbAe^ &Iso the long keys which Vre before arid 
after thie short bhesi 'Perceiving that the short keys 1 ate alwayfc 



* % -j. «: 



separated by one or two long one's,' the fingering -becomes easy, 
the thumb will always Ho for the single long and Wpardtiiig key, 
while the thUmb, with the 1 fore fifrger, will >al Way af'Hrfcll lead' the 
middle finger upon the first of thb short kej's. 






; "Nbw considerih'g a ; little 1 the rcrtir of the : keys f %e will easily 

f * w # 

ifffer, yzW^ for the right and ascending hand, that the sharp F's 



/. * \ 



*ti\\ 



andisharp C's are all for The middle r fitiger ; the keys F and G 
for the fore finger, and all Other long keys for the thumb; and 
thus run rapidly^ frbta' theTo west F to the highest sharp D; any 
finger will do for the rest. * J * 

Secondly wfc Will aIsos£e how to make easy the descend for the 
left hand ; thetniddle finger for the two first flats, flat Band flat 
E ; the fore finger for the natural keys B and E ; and the thumb 
for all othfer Ibrtg kdys;*- Arid presto down, 1 from the highest F 
id the lowest flat B ; and the 'five remaining keys ad libitum. ■ 



' i ' * ' ( i M i " * * 



< * 



IV, 



* i 



The chromatic course of the preceding article must exf ite all 
fingers of both hands to run over the instrument in a natural and 
^tetanic way ; then -let us descend and ascend with the right ; 
ascend and descend with the left. The whple hand employed 
flevteri fciirridJ Villi go <b own frdm the highest> F to the lowest G ; 
ain& it will go Up. again,, from the lowest : 3P to the 1 highest E i 
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the forefinger ;\Villlfiriish>ihe{r6w ;mh&rijw® begin, with' the little 

finger ; and the middle finger will do best for the finishing when 
wShegih with ihe thumb o '> //v~r //Sx -.';■. * £ 



• \ 

The diatonic ascend and desqendo£,the.preceedin£ article has 

more grace when, after the thumb, the ring, middle, and fore- 

fi^Fi^egi^byn^F^^^ad o^, always the 'little finger; The 

fyWpb.wMlfv begm, mef§ , easily ia %f, fhe fore, middle, and ring 
^e^^an^f^the littler p,ne« q oJ .... , .. 






van nr*iio crvj jv/ "•'• "* r r! 



YL 



./ » j \ * ' i . * j ; . ■ . » * j , j ■ / > 



i; :$P}$iy& W a }f;PP?/?i ^^t). 00 ^ $ °f- lessons, we know something 
^b9Vft'lhje r n9te5,of ,o^r instrument and the fingering. My firs,t 

less^Sj or, a^,£p/)kr of short lessons will do; but we should 
always proceed in the following manner, before we play a tune. 
, 'Firsts consider the cliffs for both hands, the key, and the 
time; and make a recapitulation of the principles upon any note 
of a, lesson ; for instance, let us look at the word of command 



I * * 1 



in the battle pf Prague,- which lies upon every pianoforte. G 

t 

Spl.upon the .second line is the cliff for the right hand; 
F Fa .upon the fourth line is the. cliff for the left hand; 
tjhe musjciis in F,,F^ major ; four times in a bar, and a crotchet 
fqXi- <?K$*y'; tufte r di vision : then the first note of the treble 
is f fa, according to the cliff'; first or key note, according to 
the key; first time of rthe first bar, according to the sign, of 
tipae ; it is also a. black note, in its shape ; a fourth, in its value ; 
and a crotchet in EngHshy u 

Secondly, fpr-preJpdium,the gamut up with, the right Iiand,Fa 



.. . i 



r « 



sol la flat f si,ut rq mi JF.a ; \\}<f [gajnut dqwr? with the left hand, Fa 
mi re ut flat si la sol Fa ; the Harmony of the key note harrno- 
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nicks and octave; up with the right hand, fa la at fa ; down 
with the left, Fa ut la fa. 

Thirdly 9 now the word of command ;"one* fa ; .two, fa ; three, fit ; 
four, silence for a quaver, silence for a semiquaver, and la ut fa, 



a chord of the key note and harmonicks below ; &c. 



VI I, 

Playing a tune, the number of the short and long keys of a pas- 

i 

sage must always be considered for the fingering. The same note 
repeated twice should never be played twice with the same finger* 
A note thrice repeated wants three fingers, yet two often may 
do ; the first employed may come back, and play also the third 
repetition. The quintuple repetition wants only three -fingers 
going up and down ; but four fingers must be employed to play 
the quadruple repetition. 

W i 

The hand has three chances to play the double notes of a 

third with the change of fingers ; the fore and ring fingers may 

descend upon the thumb and middle finger, or ascend to the 
middle and little fingers. The hand has only two chances to 

play the double notes of a Sixth with the change of fingers ; 
the thumb and ring finger can only be followed by the fore and 
little fingers, The hand has no chance of changing fingers for 
the double notes of an octave ; they are all for the thumb and 

little finger. 

This change of fingers upon repeated notes has two advan- 

i 

tages, it renders the hands lighter, and expresses more naturally 
the ornamental staccatos, pianos, and fortes of a tune. 

For the shake the hand has four chances: the fore and middle 
fingers shake easily; the middle and ring fingers shake elegantly; 
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1 

the thumb and fore finger 
little fingers shake lightly. 



VIII. 



Before ve are perfect on the piano, and even before we begin 
it, we should go to the sublime instrument of the human voice; 
very few preliminaries are wanted to go to a book of songs. Let 

us only find out the quantity of our notes in ascending and de- 
scending, according to the First Chapter, Article VIII; and be- 
fore a harpsichord, organ, Or piano forte. And then we must 

sing: 

First, La si ut re, La re; the ascending fourth; and La sol 

fa mi re, La re; the descending fifth. Repeating this, we will 

feel the difference of the semitones, si ut, fa mi; and the full 

tones, la si, ut re, la sol, sol fa, and mi re. 

Secondly, La fiat si, La sharp sol, ascending and descending 
seconds of a semitone, which will be felt similar to the natural 
semitones. 

Thirdly, La si ut, La ut; La sol fa, La fa; La si sharp ut, 
La sharp ut; La sol sharp fa, La sharp fa: here we will perceive 



of the 



Fourthly 



si sharp ut re mi sharp fa, La sharp fa ; La sharp sol sharp fa 

mi re sharp ut, La sharp ut. Repeating this we must also feel 
the difference of the two sixths. 

Fifthly, To feel well the difference of the two sevenths, let us 
begin with Fa, key in better proportion for the high notes of the 

beginners. Fa sol la flat si ut re mi, Fa mi; Fa sol flat la flat si 

ut flat re flat mi, Fa flat mi. 
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; Sixthly y Recapitulation in ascending;, fa flat si, fa ut, fa sol, 
fa fa; fourth, fifth, second, and octave; the same both in major 
and in minor. 

Fa la, fa flat -la ; ;fe re, fa flatj >ije ;, fa prti, /a flatmi : : thirds. 



W 



< / 



sixths, and sevenths, botli .raajor §nd minor. 

Seventhly, Recapiculatioa ( in: descending, ;but from si ; si mi, 
si sharp fa, si sharp ut, si si ; fifth, fourth, seyejith, and octave ; 
similar both in major apdin minor, . ,V ..;:.., 

,Si sharp sol, si sol; si sharp re, si re; si sharp la, si ]a; thirds, 
sixths, and seconds, both in major and in minor. 



The repetition of these recapitulations m^y^ijipg \o the far 

the difference of the. chromatic and diatonic .semitones ; you may 

feej it in singing, Fa mi re flat re ut. Or, Si sharp ut re sharp rp mi. 

For the natural steps or grace notes to every note of harmony 



* / 



4 * 



/ * 



and the gamut; see the book of Examples, page/ . 



v t 



c. 



' Thus prepared,, we may go f to any .yopal music, solfeggi, -songs, 
duets, catches, or glees. 



IX. 



4 # * 



f* 






1 The method for/the harp, violin, and other instruments 
is similar to the preliminaries for the organ, narosichord. o; 






to the preliminaries for the organ, harpsichord, or 
pianoforte; both teachers and learners will shorten " tlieir 

\VOrk if they go first to the'notes of their instrument befere' they 



.1 



,i\ 



. i - i 

own 



look at any written music; knowing now to run up ancrB. 
our instrument in the natural oraer of the gamut and ; harmony^ 



i ' t 



• p * 



we will soon find out the irregular 1 way of any tune or lesson. 
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BOOK OF fiXAMPLE^i 
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\\ 



for the first Part of Df Bemetzrieder's New Treatise 

biting an Illustration of the Science of 

i 

. Cliffs , Keys , Time, Gamut and Harmony. 

London* . 

.Printed For the Author, and entered at Stationery Hall* 



January 1803. 



O 



1. The Musical Stare . 



S horizontal lanes, 



4 Spaces, 



lielow, above, additl Lines # Spaces . 




oo 



2 * The Cliffs for every Voice and Instrument t fromthe lowest to the highest • 



Ba«s« Baritone. 



F.or 



Bass. 



Tenor, high Count er, middle Voice. IVfeasJO Soprano. Canto Soprano •TVehlff . 




Alto Viola 



Violin 



o 



3. The 11 best notes of all Voices 




The preceeding Cliffs make the Note of the middle Line by Turns, 
D re, Ffa f A la # C ut f E mi f G sol, and B .si. 



D. B. Ttnchen the Solfa, Singing,Fmno Forte ,Tr on *po»Hion,ond the Science of Harmony For the Hurp 

N? ©, Groavenor Row Chelweo. 




\ 



o 



Instruments 



6 Octaves in.C ut 9 for the Piano Forte with additional keysjbelow if above 




Violin* 




Alto Viola 



t / 



Violoncello. 



etc. 



French Horn. 



flaasoon 




Hf¥ e tc - 




~£^..c. 



Flute and Hantboi* 






%7 




Clarinett. 




ig^tc. 




3 



5? The various forms of the Notes and Silence* with their value to Time 




<>? Sighs and division of Time. 



i_ 



^w 4 

< 



I s * Table 




2^ Table 



[Common Time ; 



Triple Time 



Compound and Jig^Ttme 



r# 



7? Signs for altering and embellishing 1 a Note. 




Ascending* 



8 ; The Gamut and Harmonicks for all keys 




1 -Descending, 



Harmoniclcs 



Solfa and play these Notes upon the Bass Cliff,you will h^ve the Gamut 
and Harmonicks of the natural major Mode. Solfa and play them again, 
but prefix the Treble Cliff, and you will also have theGamut and Harmonicks 
of the natural MiijorMode, 

In the following Table you will find the number of Shirps or flats require 
for the Gamut of the higher or lower keys . 



4 



Table of all Keys 



Higher Keys 




<J minor. ^ Lower i te y 8# 



Now you may see that the Bass Cliff with 3 flats will put the preceeding- Example 
also in C sol ut with the minor third: and that the Treble Cliff with 3 sharps 
will put it also in A mila with the major Third. 



Another Example for all Keys . 



key note, dominant, octave, 



principal Harmony, 



Gamut. 




Prefix Successively the following* Cliffs to these Notes, and add the. proper 
Number of sharps or flats above mentioned; you will be by turns in . . • 



C sol ut t D la re, E si mi, F ut fa, G re sol , A mi la, and B fa si 



Natural, Sharp and flat; Major and Minor. 



iUi 




9? 



Steps or grace Notes to the Notes of the Gamut and Harmony 




FINI<?, 



En£r live d h y J. Cau 1 tt n% d 



